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THE MUSICAL TIMES.-JuNE I, 1919. 
The following experiment will serve to prove this 
contention: hum the sound of m on any convenient note so 
that the vibrations are felt directly in the nose. Then 
open the mouth to the ah position (thus singing the syllable 
mtah). The vowel sound ah will then be of a mean quality (even if pinching the nose whilst singing proves that this 
sound is not actually nasal), and a looking-glass will show 
that the larynx is in a high position. Now repeat the 
experiment, but this time in such a manner that the 
vibrations of the m are felt on the lips (although the sound is 
really nasal). On opening the lips for the ah the tone will 
be rich, and the larynx will have been in a low position 
during the whole time mah was being sung. Therefore it 
proves that the position of the larynx adds richness to the 
voice, and the different sensations felt when humming the m 
are the result and not the cause of bad or good tone. The use of the nasal cavities when singing English vowel 
sounds for the purpose of dramatic expression is quite 
another matter, but the normal tone of the voice should not 
suggest any one particular resonator.-Yours, &c., 
DAWSON FREER. 
Wigmore Studios, W.-I. 
MODERN BRITISH COMPOSERS. 
SIR,-It is to be hoped that Mr. Edwin Evans will 
give us proof of his own eclecticism by devoting one or 
two of his articles on 'Modern British Composers' to the 
writers of so-called light music, who, while they receive the 
acclamation of the multitude as contributors to the gaiety of 
a popular show, are apt to be under-estimated as musicians 
pure and simple. 
It is true there are many who write for popularity alone, 
and care nothing for the artistic finish of their work: in 
many cases they hand it over in a rough state to one more 
competent than themselves, whose orchestration will be the 
making of the piece. But there are others in whose work 
the musician cannot fail to detect finesses of workmanship 
and a technical mastery that many 'serious' composers 
conspicuously lack. 
It is almost impossible to define where 'serious' music 
ends and 'light' music begins. Most people would say 
at once that the quality of the thought marked the 
difference; but an incompetent amateur striving ineffectually 
to utter his lofty thoughts is in no artistic sense superior to 
the man who can achieve a perfect expression of a less 
exalted idea. 
The greatest composers have at times descended to 
trivialities, and it is a notable fact that their trivialities are 
seldom as good as the trivialities of those who aim at nothing 
higher. 
In the majority of cases, the ' serious' composer who 
turns to deliberate 'pot-boiling' either fails altogether to 
boil the pot, or else does nothing else for the rest of his 
life, having at last found his true mdtier. 
I venture to assert that if any musician will leave all his 
prejudices at home and visit, say, the C, medy Theatre, 
where Mr. Philip Braham is c imposer-conductor, he will 
hear a small orchestra whose ensemble it would not be easy 
to better, and scoring of a sureness and subtlety for which 
one might search in vain in some of those neglected native 
masterpieces for which the poor worn-out 'classics' are 
expected to make room in our concert-programmes.- 
Yours, &c., PHILIP HESELTINE. 
35, Warrington Crescent, W.-9. 
[Mr. Heseltine apparently forgets that the successful 
composer of light music needs no propaganda. For example, 
Mr. Philip Braham (whose gifts we fully appreciate) has a 
large audience guaranteed every time the Comedy opens 
its doors. rhe composers of whom Mr. Evans writes have 
few opportunities for reaching the public, either through 
performance or publication, and therefore need such help as 
can be given in the musical Press.-ED., M. T.] 
MR. BENJAMIN DALE'S SONATA. 
SIR,-In his interesting article on Benjamin Dale, 
appearing in this month's Musical Times, Mr. Edwin Evans 
omits to mention the circumstance which brought this gifted 
young composer's name to the fore. It was in I906 that 
Mr. Mark Hambourg offered three prizes of twenty, ten, 
and five guineas each for pianoforte works of a serious 
character by British composers. The adjudicators were 
the late Coleridge-Taylor, Messrs. Mark Hambourg, 
Landon Ronald, Gilbert Webb, Alfred Kalisch, and the 
writer of these lines. No fewer than sixty compositions 
were received, and the first-prize was awarded to Mr. 
Benjamin Dale for his beautiful Sonata in D minor. 
Mr. Percy Pitt gained the second prize with a ' Fantasia 
Appassionata,' also a very remarkable work, and the third 
prize was allotted to Miss Emmeline Brook for an attractive 
Scherzo. I remember that the pieces sent in included 
several of more than average merit. Mr. Dale is still a 
young man, and much may be expected of one who has 
commenced so brilliantly. At the close of his article, 
Mr. Edwin Evans remarks that 'the present trend of 
musical psychology favours ruggedness rather than polished 
utterance, and the cult of beautiful phrases is giving way to 
a search for greater veracity.' Surely beautiful phrases are 
not necessarily incompatible with veracity ! The search 
after novelty, if improperly directed, often leads the 
inexperienced composer into morasses whither few care to 
follow. So well-balanced a musician as Mr. Dale, however, 
may well be trusted not to allow himself to be led astray 
by the many will-o'-the-wisps which lure the unwary to 
destruction, and, while keeping in touch with the times, to 
avoid the eccentricities of passing fashions.-Yours, &c., 
I, Norfolk Crescent, ARTHUR HERVEY. 
Hyde Park, W., 
May 2, 1919. 
MERBECKE. 
SIR,-Dr. Terry, contrary to his custom, views this 
composer and adapter's methods merely from an antiquarian 
standpoint. As it does not fall within the 'scope of his 
employment' (to use a legal phrase) to handle the music in 
a practical way, perhaps he would not mind one who does 
saying something on one or two points raised in his 
interesting lecture. 
Whilst Merbecke appears to have assigned varying values 
to the different notes that he used, these were not intended 
to bear the absolute values of measured music. The true 
traditions of plain-chant were obscured in his day, and the 
notation had become debased. We all know how the 
diamond note had got to mean a short one, instead of merely 
an ornamental lower note, and how long this survived. 
Sir John Stainer, apparently despairing of the plain-chant 
of his day, thought that it could only be preserved by its 
being frankly converted into modern music. This he did in 
treating Merbecke by confining it within bars with definite 
note-values, and accompanying it with modern harmony. 
But this had nothing in common with the conceptions of 
Merbecke. When the new light came through Solesmes, 
Sir John doubtless repented himself of everything, but all 
that has been recorded in public was a certain recommenda- 
tion of his in 1895 in the interests of freedom in performance. 
This is entirely opposed to what Dr. Terry says, and nothing 
was mentioned about the accompaniment, as he suggests. I 
might add that the accompaniment as it stands is, I am 
afraid, quite prohibitive of any freedom in the modern sense, 
even if the bars be ignored. 
The musician who really endeavoured loyally to reflect 
what must now be regarded as the muddled ideas of 
Merbecke, was Dr. Basil Harwood, in his interesting edition 
of I908, for there he attempts to reproduce the not quite- 
measured and not-quite-free methods of Merbecke, and 
accompanies the music with the counterpoint of the period, 
unbarred. Dr. Terry should refer to the useful preface, as 
well as Helmore's treatment of the music in his 'Accom- 
panying Harmonies to the Brief Directory of the Plain-song' 
&c., of I853. As a universal working principle this half- 
and-half treatment of plain-song is, however, bound to fail. 
The other day I taught thirteen-hundred people to sing 
portions of Merbecke's Communion Office as modern syllabic 
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